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Workin’ Progress

Almost a year and a half has passed since the last issue of One:Twelve has been 
published, a process that exposed our modest publication to the masses and 
forced it to evolve along the way.  The journal that has become so personal to 
us over the last two years is currently traveling the world on the Archizines 
tour.  We have been in London, Venice, and are now on our way to New York 
City. It’s hard to believe that nearly a year before that we were asking ourselves 
why Knowlton was missing a student publication and today we are being 
seen all over the architectural world. As well-traveled as we are, it’s here at 
home that we find ourselves most comfortable disseminating ideas and works 
and allowing the KSA’s student body to enter the world of publications, an 
opportunity that was not possible only a year ago. 

For this fourth issue, One:Twelve’s recent success has us doing some soul-
searching. Growth is messy, and sometimes it feels as if we can hardly agree 
on the big questions. What does it mean to be a student publication? Why a 
print publication in the age of digital media? What are the consequences of 
this new format? Call it growing pains, but this time around, we’ve re-worked 
the journal, cover to cover, and we didn’t stop there. There are nearly twice 
as many contributions to this issue as the previous three issues combined, 
with those people originating both inside and outside the walls of Knowlton, 
touching on an ever expanding range of topics. Ever wanted to know what a 
Classics major translates from ancient Greek writings about aqueducts? Or 
what a Master’s of Arts & Technology thinks can save the world? The answers 
are in these pages, and they propose a much deeper question about our 
purpose: how far from Knowlton can we find Architecture?  

From 35,000 feet above the earth through the window of an airplane, to the 
packed cities/spacious gardens of China it’s clear that for our writers, the 
entire globe of diverse contents can be inspiration. But when does that become 
architecture? Having grown to encompass so many new perspectives, the 
articles in this issue don’t always agree, just as in our internal debates during 
this issue’s production. Have we made progress? We invite you to open these 
pages and decide for yourself. 

Issue Four is the latest in the many stages of evolution One:Twelve will 
encounter in the years to come.   We have had the pleasure of founding 
Knowlton’s student publication and can’t wait to see what you produce in 
the future. Issue Four is our contribution to an incomplete work, a work in 
progress.

So long, and enjoy,

Josh Kuhr, Sam Ludwig, Emma Silverblatt
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aimed at reconquering lands previously under the control 
of the old Roman Empire; specifically, areas of Persia, 
North Africa, and Italy. 
 
It was during this Italian reconquista that Roman 
soldiers found a second handy use for their ancestors’ 
aqueducts: invading another Roman city.  After relatively 
successful campaigns in Africa and Sicily, Justinian’s 
general Belisarius moved north onto the Italian mainland 
and began to besiege the city of Naples in November 
of 536.  For the inhabitants of Naples, the cultural 
confusions doubtless grew alongside the military peril: 
an army based in Constantinople, calling itself Roman, 
was now forcibly attacking their city, which had been 
incorporated into the ancient Roman Republic over 800 
years earlier.  Cultural opacity would certainly grow 
stranger still when Belisarius moved on to Rome herself a 
month later. 
 
Most of our information about this invasion comes 
from Procopius, a native Greek-speaking Roman from 
Constantinople in the service of Belisarius and a member 
of the highly-educated intelligentsia that filled the 
Empire’s governmental and bureaucratic positions at the 
time.  Procopius’ narrative of the siege of Naples centers 
around the fortuitous discovery of an entrance into the 
city’s aqueduct: likely the Aqua Augusta, still functional 
but by this time around 500 years old.  Belisarius 
developed a plan to send a preliminary force of soldiers, 
one-by-one, through the aqueduct and into the city, 
sneaking across the city walls.  But in Procopius’ hands, 
a massive international invasion becomes a bizarre 
interaction between a small group of befuddled foreign 
soldiers and one poor, elderly woman.  Procopius tells the 
story best:

A quick word association with “The Roman Empire” 
usually yields–sometime after gladiators, orgies, and 
the arcane Latin language–the word “aqueduct.”  This 
is not undeserved; one of the great and revolutionary 
keys to the success of the Roman Empire was its focus 
on infrastructure.  Aqueducts crisscrossed the city of 
Rome itself, reached out to the Italian countryside, and 
extended further out to the empire, providing larger cities 
with a relatively abundant supply of fresh water.  This 
was something wonderfully rare at the time; imagine the 
federal government providing universal wifi around 1998.  

So handy were these aqueducts, in fact, that their 
usefulness and durability outlasted the usefulness 
and durability of the Roman government itself.  After 
reaching its territorial peak early in second century AD, 
the Empire gradually began to shrink; indeed to the 
point where it shrank away from Italy and Rome itself.  
In 330 the emperor Constantine moved the Empire’s 
capital to the freshly rebuilt city of Constantinople, 
popularly called “New Rome”.  The Empire’s inhabitants 
and rulers unflinchingly called themselves “Romans” 
-– or, more accurately, “Rhomaioi”, in Greek, the lingua 
franca long spoken in the eastern regions of the Empire.  
Italy meanwhile eventually came to be governed by the 
Ostrogoths, and in fact enjoyed a degree of stability 
during the regency of Theodoric the Great, who ruled 
Italy independently of any Roman Emperors from 493 to 
526. 
 
Into this scene the Roman Emperor Justinian assumed 
the throne in Constantinople in 527 – one convenient 
year after the death of Theodoric.  Eager to augment his 
Roman Empire, Justinian undertook a series of massive 
and stupendously expensive wars that would last decades, 

John Richards

AqueduCts, soLdIeRs, And 
squAtteRs In 6th CentuRy nApLes
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remain silent.  And she was terror-stricken 
and remained speechless.  He then fastened 
to the trunk of the olive tree a strong strap, 
and threw the other end of it into the 
aqueduct.  So the soldiers, laying hold of it 
one at a time, managed with difficulty to 
make the ascent.  

(Trans. by H.B. Dewing, Loeb Classical 
Library)

 
Belisarius’ aqueduct invasion worked remarkably well: 
the soldiers acted as an advance attack within the city 
walls, let in the larger force outside, and subjugated the 
city into Roman hands.  Yet spatially speaking, Procopius’ 
description of the structures involved leaves a fair amount 
to the imagination.  All we can know is that the aqueduct 
was very highly suspended over the city, and an even 
taller building, completely abandoned but for one woman 
and some wild vegetation, closely overhung it.  We must 
only imagine the claustrophobic unpleasantness on the 
part of the soldiers crawling through a narrow, pitch-
black, and increasingly crowded aqueduct passageway. 
Procopius reveals nothing further about the fate of 
the woman. What most concerns him, it seems, is the 
emphasis on the absurdity of the situation on both sides. 
The invaders found their success hinging on a single line 
of soldiers wading blindly into the city.  The inhabitants 
of Naples, on the other hand, saw the whole of their 
defenses undone by a derelict building, an old woman, 
and a hole in the roof of an aqueduct.

Now the aqueduct of Naples is not only 
covered until it reaches the [city] wall, but 
remains covered as it extends to a great 
distance inside the city, being carried on 
a high arch of baked brick.  Consequently, 
when the men … had got inside the 
fortifications, they were one and all unable 
even to conjecture where in the world they 
were.  Furthermore, they could not leave the 
aqueduct at any point until the foremost of 
them came to a place where the aqueduct 
chanced to be without a roof and where 
stood a building which had entirely fallen 
into neglect.  Inside this building a certain 
woman had her dwelling, living alone 
with utter poverty as her only companion; 
and an olive tree had grown out over the 
aqueduct.  So when these men saw the sky 
and perceived that they were in the midst of 
the city, they began to plan how they might 
get out, but they had no means of leaving 
the aqueduct either with or without their 
arms.  For the structure happened to be 
very high at that point and, besides, offered 
no means of climbing to the top.  But as the 
soldiers were in a state of great perplexity 
and were beginning to crowd each other 
greatly as they collected there (for already, 
as the men in the rear kept coming up, a 
great throng was beginning to gather), 
the thought occurred to one of them to 
make trial of the ascent.  He immediately 
therefore laid down his arms, and forcing 
his way up with hands and feet, reached 
the woman’s house.  And seeing her there, 
he threatened to kill her unless she should 



6 7

feature, with an air of point-and-shoot nonchalance or of 
non-methodical documentary.

Considering the hazily monolithic history of fashion-
photography, street-style images seem to betray a very 
palpable lineage  — i.e. Helmut Newton’s erotic attention 
to body and gesture, August Sander and Vivian Maier’s 
aloof urban portraits, and certainly Francesco Scavello 
or David Bailey’s unflinchingly unnamed subjects 
and luxury design. If not recognized as substantively 
editorial, the aforementioned photographers and 
photographic casts lend distinctly to the street-style 
context. Style photography is a peculiar genre, marked 
by elements like the minor codas attached to spatial-

bodies, performance and 
activity, and ultimately 
by the gauging of an 
architecture of clothing 
in dialogue with the 
architecture of variably 
intended space. The 
street-style enterprise 
is an interesting system 
of cultural economy, 
or otherwise a niche 
subfield of mass blog 
publication, which 
views fashion and style 
as socially motivated 

but individually regulated, as delicate shows of selfhood 
that are contracted to cultural standards of taste, ideals, 
and archetypal iconography. The process seems graceful 
rather than monastic; the images read as clandestine, but 
definitively sexy.  

Commercial and advertisement photography are 

Subjects of fashion appear so often within the fin-de-
siècle moment in architectural tract — so much that FAT 
(Fashion Architecture Taste), a London design office, 
continues to flaunt the connotation. Of output and 
theoretical inquiry, there seems in the late 19th and early 
20th centuries a sensitive and kind of chronologically-
visible dialogue between architecture and fashion, 
evidenced by benchmarks such as the Crystal Palace 
exhibition (1851), Le Corbusier’s seminal L’Art décoratif 
d’aujourd’hui (1925), and Adolf Loos’s 1908 essay 
“Ornament and Crime”. The aforementioned have 
certainly generated the numerous projects addressing 
Jetztzeit ideals of Modernism, the oscillating status 
of ornament, surface, and color in design, as well as 
the role of Heidegger’s “mundane”, or every-day life, 
and its accoutrements in the enterprise of building at 
large. This creative itinerary has ultimately produced a 
comprehensive distribution of topics and participants — 
(architectural) design, social as well as critical theory, all 
of which seeming to touch fashion in its broadest sense of 
clothing, and its adversary, style. 

Recent and expansive digital enterprises, whether 
freelance photography or more systematic blogging, have 
named fashion and style as imperatives — specifically 
the street-style photography phenomena. Blogs and 
forums such as Scott Schuman’s “The Sartorialist” and 
Tommy Ton’s “JAK & JIL” are the prime clerics of the 
furor, having birthed and credited numerous disciple 
clone-sites, all of which prove to function according to a 
certain image construct — the image being a photograph 
of an individual relative to mediated space, decidedly 
focused on clothing as well as the kind of intangible, 
elegant presence, or aura, that is anymore associated 
with mechanical reproduction. The product becomes an 
ostensibly unrehearsed portrait cum photojournalistic 

on styLe photogRAphy 
ImagE, LExIcOn, and archIvE

Dominic R. Borghese
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in active participation 
with fixed domain. Non-
imitation is a knowable 
idyll, however ambiguous 
or ethereal its dialogue 
with fashion might seem. 
Style is in my opinion a 
magpie operation — it 
proposes continual self-
reflection in continual 
reconsideration of the 
body. Clothing production 
moves cut and proportion 
and directly transforms 
the appearance of the 
body inside. It would also 
seem that the most literal 
vision of style is impressed 
by the activity of what 

one does in clothes. Utility becomes something explicitly 
recognizable, a kind of translatable purpose, and is a 
direct testament to trend-less codes that perpetually build 
upon an initial essence. To dress would seem an effort to 
metaphorically draw the essence from the bone. 

The idyll proposition is a collapse into its elements; these 
primal elements are shape, color, and volume, all of 
which transpose an architect manqué that is an intention 
to impose structure on the human form — less as an 
automatism, more as an actant. 

The street-style image is ultimately a bricolage exhibition, 
a project that conflates fashion as process, clothing as its 
artifact, and style as the performative gesture. 

extremely referential. Their mission is a commodity-
substratum in cultural economy, serving a popular stream 
that consumes images relentlessly; blogging is very 
much its major and regulative mode. Blogging involves 
deliberate strategies of publication and access that are 
of an immediately distributed program — a system in 
favor of a fully installed service economy. Images such 
as photographs become a fetishized vocabulary, or 
else a visual lexicon of endless copies. Postmodernist 
discourse would recognize this systematic dispersal as 
pluralistic, a manipulation, as well as in specific breach 
with Kunstwissenschaft disciplines. Representation 
and authenticity have rightly become the core bones of 
contention in view of image production and continual 
reproduction. Blogging would therefore push a highly 
constructive industry barometer — it functions to not 
only proliferate photography as a mobile tableaux, but 
moreover, these reproducible images set into motion a 
lingua franca, or a common-shared, repeatable language 
that is utterly global. 

But an austere semiotic read of a photographic moment 
seems retro; these confining analytics belong to Benjamin 
and Roland Barthes. The point-and-shoot quality of 
the street-style photograph seems to work against 
referential interpretation, persisting instead a likeness 
to family-albums and otherwise domestic snapshots. 
This specific kind of photographic event — such as the 
anonymous bypassing of a style subject — seems very 
much an impulse or opportunity to document without 
formal staging or rehearsal pretentions. It is a dossier 
of a particular moment negotiated by particular space, 
constituted in a specific situation and for a specific 
duration — a procedure that does not necessarily intend 
derivation. By this, I mean that the effectiveness of these 
photographs resides in the pretense of style — the subject 
is alluring because of technical wear-ability, a finely-
tuned sense of proportion, of self in negotiation with 
space, environment. 

The subject is interestingly devoid of reference insofar 
that he or she is a non-simulated agent, and one who is 
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Nassim Nicholas Taleb considers himself an 
epistemologist of randomness. He is concerned with 
highly improbable events that he calls black swans; and 
he is convinced that they underlie almost everything 
about our world, from the rise of religions to events in 
our own personal lives. As Taleb explains in The Black 
Swan, his subject is distinguished by three principal 
characteristics: it is unpredictable; it carries a massive 
a impact; and, after the fact, we concoct an explanation 
that makes it appear less random, and more predictable, 
than it was. An individual may interpret a black swan to 
be positive or negative, depending on his perspective: 
the astonishing success of Google was a black swan; so 
was 9/11. Due to information asymmetries, what may 
be a black swan to one person is not necessarily a black 
swan to another: the revelation of Bernie Madoff’s Ponzi 
scheme was a black swan to his investors, but not to him.

There is evidence to suggest that major creative 
breakthroughs are often black swans. Aharon 
Kantorovich and Yuval Ne’eman, two historians of 
science whose work focuses on paradigm shifts, argue 
that blind discovery is a necessary condition for scientific 
revolution because the Einsteins and Coperinicuses 
and Pasteurs of the world often have no idea what 
they’re looking for. In The Economy of Cities, Jane 
Jacobs writes that the same holds true for all economic 
development work: “Development work is a messy, 
time- and energy-consuming business of trial, error, 
and failure. The only certainties in it are trial and error. 
Success is not a certainty. And even when the result is 
successful, it is often a surprise, not what was actually 
being sought.” She illustrates the point using the example 
of the 3M company. In 1902, the Minnesota Mining and 
Manufacturing Co. consisted of two proprietors and a few 
workers who were engaged in digging, crushing, sorting 

sItes oF seRendIpIty

Ian Mackay
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The Fashion schau
PATRICK HERRON

The Fashion Schau, hosted by SERVitecture, Knowlton’s design-
build service organization, took to the ramps on January 21st, 
with proceeds benefiting Dress for Success Columbus.  The schau 
(German for show) stems from the Bauhaus costume designs 
and Beaux Arts Balls of the early twentieth century.  Similar to 
those events we created the Schau around the idea of rethinking 
fashion, architecturally.  Within a relatively constrained 
budget ($20) we asked the students to design something unique 
that is both economical and creative.  The show was judged 
by Knowlton Faculty (Jackie Gargus, Brandon Clifford, Beth 
Blostein, Bart Overly, Karla Trott & Kay Bea Jones) and winners 
were announced at the show. 

Design:  Cheyenne VanDeVoorDe

MoDel:  MCKenzie WilhelM 

Design: aDaM WelKer 
MoDel: sesen Paulos

Design: Jonathan rieKe 
MoDel: eMMa silVerblatt

First Place

second Place

third Place
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most well-populated places: busy street corners. With 
about three thousand people an hour streaming past, 
the corner offers a high probability that someone will 
see a friend, an acquaintance, or a familiar stranger. 
Some of the encounters that he witnessed were too brief 
to develop into a conversation, but many went on for 
three minutes or more. Of the conversations that Whyte 
and his researches tracked, about 30 percent seemed 
to be unplanned. As Danish architect and planner Jan 
Gehl notes, part of the value of such meetings lies in the 
agency that they create for the participants: “Contacts 
that develop spontaneously in connection with merely 
being where there are others are usually very fleeting... 
from this simple level, contacts can grow to other levels, 
as the participants wish. Meeting, being present in 
the same space, is in each of these circumstances the 
prime prerequisite.” Taleb thinks that discussions are 
much more powerful than any form of correspondence: 
people say things in person that they would never put 
in print. He points out that diplomats go to cocktail 
parties because they understand that the casual, 
chance discussions that occur there often lead to big 
breakthroughs, unlike dry telephone conversations.

Thus it seems that well-populated public spaces in 
big cities play an important role in our lives as sites of 
serendipity. When we spend time in these spaces, we 
expose ourselves to sources of positive uncertainty: the 
unplanned encounters with people and ideas that can 
spark creative development. As Gehl puts it: The first 
prerequisite is being in the same space with others. But 
one might argue that a better alternative exists. Surely 
the internet, with its endless expanses of information and 
unprecedented ability to connect people, can outshine a 
street corner’s capacity for serendipitous encounters. It 
is these issues that Pariser tackles in The Filter Bubble. 
He makes a compelling argument that while the internet 
may be the ultimate source of positive uncertainty, we are 
quickly losing our exposure to that aspect of it. Instead 
of experiencing the kind of serendipity that promotes 
creativity, we are being pushed in the opposite direction: 
a search for relevance through personalization.

and selling sand. The proprietors decided to stick some of 
the sorted sand to paper for sale to carpenters and other 
woodworkers. The sandpaper was not much good due to 
the poor quality of the adhesives. Trying to solve their 
problem, the proprietors got busy brewing new types 
of adhesives and in the process became very interested 
in them. The developments did not produce better 
sandpaper, but instead, led to some good gummed paper 
for use as masking tape. Making masking tape led to 
making other kinds of tapes, which in turn led to a whole 
family of additional products, and the greater success of 
the company.

In his book, The Filter Bubble, internet activist Eli Pariser 
delves further into the relationship between personal 
creativity and serendipity. Researchers have established 
that creative people tend to see things in many different 
ways and put them in “wide categories.” They are 
therefore more likely to “break perceptual set” and see 
things from a new perspective. This kind of categorical 
openness also correlates with certain kinds of luck. 
According to Pariser, there seem to be some traits that 
people who consider themselves lucky share: they’re more 
open to new experiences and new people and they’re 
also more distractable. Apparently, being around people 
unlike oneself and ideas unlike one’s own is one of the 
best ways to cultivate those lucky traits and develop wide 
categories. He concludes that it’s likely that foreign ideas 
help us break open our categories.

We cannot predict when black swans happen or 
how they will affect us; but we can take measures to 
increase our exposure to those that we think might 
be positive. Knowing that encounters with different 
people and foreign ideas increases their likelihood, it 
follows that we should seek to surround ourselves with 
as many as possible. Taleb advises that living in a big 
city, teeming with people and sensory information, is 
invaluable if one is to maximize the odds of positive 
black swans because “you gain exposure to the envelope 
of serendipity.” Sociologist William H. Whyte observes 
that most chance encounters in cities happen at the 
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I can draw three conclusions that I think might be useful 
to the students of this school. First, we have a duty to 
spend more time outside of Knowlton Hall. That is not 
to say that we should neglect our studies--the erudition 
and skill demanded by our chosen professions requires 
rigor to develop. On the contrary: spending time away 
from design work, design literature, and designers, and 
instead surrounding ourselves with non-design people 
and things is actually integral to improving our capacity 
for creativity. Time spent in public spaces is especially 
beneficial. 

Second, we should consider black swans in our work, 
especially when it involves city spaces. Designing for 
the unpredictable may seem paradoxical, but Jan Gehl 
offers a straightforward approach: First, people must be 
invited to spend time in city spaces. Generally, people are 
going to use city spaces in the course of their everyday 
tasks and pastimes--going to school or work, running 
errands, waiting for the bus--regardless of the conditions 
of the exterior environment. However, optional activities 
like taking a walk to get a breath of fresh air, sitting, 
or standing around enjoying life, tend to happen only 
in outdoor areas of high quality. It is the collection of 
people engaged in optional activities combined with those 
performing necessary ones that creates the conditions 
for social activities, which depend on the presence of 
others in public spaces. The design of a space, in addition 
to inviting people to linger in it, can impact the nature 
of social activities that occur: “Although the physical 
framework does not have a direct influence on the quality, 
content, and intensity of social contacts, architects and 
planners can affect the possibilities for meeting, seeing, 
and hearing people--possibilities that both take on a 
quality of their own and become important as background 
and starting point for other forms of contact.”  

Finally, we can benefit from further studies, observations, 
and investigations of city spaces as sites of serendipity. 
Gehl often observes that all cities have traffic departments 
and perfect statistics concerning traffic and parking 

A major signifier of what Pariser calls “the filter bubble,” 
is Google’s December 2009 shift to Personalized Search 
for all users. Before that, its PageRank algorithm 
delivered identical results to any two users who 
conducted the same search. But after that, it customized 
them to show you the pages it predicts you are most likely 
to click on, based on what it knows you have clicked on 
in the past--someone else may see something entirely 
different. After the BP oil spill, Pariser had two friends 
each run a search for “BP” on Google. Their results were 
completely different and one set did not even mention 
the oil spill. Google recently announced that beginning 
on March 1, 2012, it will coordinate personal data across 
all of its products to further the personalization of each 
user’s experience. But the phenomenon of personalization 
is not limited to Google. Many major websites have 
already begun tailoring themselves to each of us and, 
as Google has already demonstrated, it is a practice 
that is only likely to increase. The trend has significant 
implications--for individuals and for society as a whole. 
As companies like Google, Facebook, and Apple, intrude 
further into every aspect of our lives and we become more 
dependent on them, Pariser considers personalization 
especially threatening to our creative development:

In the filter bubble, there’s less room 
for the chance encounters that bring 
insight and learning...You may think 
you’re the captain of your own destiny, 
but personalization can lead you down 
a road to a kind of informational 
determinism in which what you’ve 
clicked on in the past determines what 
you see next—a Web history you’re 
doomed to repeat. You can get stuck 
in a static, ever-narrowing version of 
yourself—an endless you-loop.

If Pariser is right, public spaces in cities are not only our 
best sites of serendipity, they are also a critical foil to the 
myopia that we are offered on the internet.
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Jake Haggmark

Copy and paSte

When something needs to be finished quickly, the easiest 
way is to copy an existing and successful model. When 
space needs to be generated quickly the easiest way is to 
design a fraction of it and multiply it. With a population 
of 1.3 billion people and counting, China has to create 
more space quickly. 

With rising population density, it might seem logical 
that individual expression would provide an escape from 
collectivity, yet many people strive to fit in rather than 
stand out. Couple Wear (a boyfriend and girlfriend or 2+ 
friends wearing the same outfit) is a daily occurrence. An 
individual does not want to stand out in public but draws 
attention to themselves through couple wear. The event 
would not be noticed if there wasn’t a pair, attention is 
drawn to the couple, which hides the individual. In order 
to be noticed and recognized, there must be multiple 
parts. 

Nearly all apartment towers follow a similar model. Large 

that allow cars to be very visible and ever present in the 
city planning process. By contrast, very few cities have 
pedestrian departments. He thinks that it is at least of 
equal importance to know how city spaces are used by 
people without cars and what those people think about 
the city. Assumptions are often made by those who make 
decisions or influence attitudes without the evidence 
to support them--and sometimes the assumptions 
are seriously misplaced. Over decades, Gehl and his 
colleagues have systematically studied and recorded 
people’s use of the city of Copenhagen. The data produced 
by their work have lent credibility to their assertions, 
empowering the successful designs and plans while 
identifying the poor ones for. The mayor of Copenhagen 
told Gehl the data and statistics to refer back to, he and 
his politician colleagues would never have dared to make 
Copenhagen one of the nicest cities in the world.  This 
essay’s analysis suggests connections between random 
encounters, city spaces, and creative development. But 
the suggestions must be tested if they are to be useful to 
us. This school seems a good place to design the tests.
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green space and no buildings will be spaced closer than 
Y meters. A fountain will go here and we need a walking 
path there. Without consideration for how the features 
benefit a space, they are placed one a site plan and 
subsequently constructed. 

The Rayfont, and many other apartment blocks, have 
a perimeter wall with two entrances, one on the north 
and one on the south. The entrances are connected by 
a driveway that snakes through the site. Walking paths 
loop through and around the site in a well-manicured 
garden. The first walk through is nothing exciting but is 
acceptable. A few more strolls through the compound 
and the flaws become unbearable. The walking paths are 
underutilized because they lack connection to anywhere 
people desire to go. Consequently, everyone walks down 
the driveway that has the only opening in the surrounding 
wall. No pedestrian-only openings exist, so foot and 
vehicle traffic must share. Furthermore, there are no 
moments that encourage stasis to enjoy the space. 

The walking paths provide no sanctuaries or refuges 
for relaxing, reading, or any other activity. The paths 
that have no destination also lack program. The garden 
space is implemented on the site simply as a spectacle to 

blocks are razed for residential development and one 
tower is designed that has a minimal footprint. Instead of 
designing a complex with related logic, the initial tower is 
copied and pasted around the site wherever it will fit with 
appropriate setbacks. Towers in a complex relate through 
a facade of common elements that present the complex 
as unique from the surrounding city. Underneath, the 
towers are a system that is copied not just at that site but 
across every other residential complex.

Without addressing the question of quality, there are 
interesting effects produced by the lack of individualism. 
The repetition produces a surreal rhythm of space 
and allows the buildings to fade into the background, 
emphasizing the experience of occupying and moving 
through the space.

The Rayfont, a residential complex in Shanghai, is a 
repetition of a generic 37 story tower across the site. 
Each building is differentiated by a number printed on 
the side. The sameness of the towers accentuates the 
space between. Unfortunately, the space on the ground is 
lacking design more than the copied buildings above.
The Rayfont suffered from a designers’ reliance on 
“default moves.” Each building lot must have X% of 
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1. FreD bernstein. shanghai surPrise. arChiteCt Magazine. 8 July 
2010. httP://WWW.arChiteCtMagazine.CoM/international-ProJeCts/
shanghai-surPrise.asPx

resort to. Designers learn from history and respect it, but 
don’t need to copy it. The accessibility of information 
inundates designers with glorified rehashes and they 
should be discerning and critical in their interpretations. 
Copying someone else’s good idea does not make yours 
good. If all answers were already written there would be 
no questions. Question your designs and never copy and 
paste.

impress a one-time visitor. The draftsman sitting behind 
the computer screen copied and pasted elements that he 
has seen in previous works without any thought as to how 
it could improve a daily visitors experience. 

The tendency to copy and paste architecture on a site is 
also evident in single instance buildings. There are many 
examples of large scale projects that are unique but they 
are generally designed by a foreign architect. The Jin 
Mao Tower in Shanghai (1998) was designed by Adrian 
Smith while at SOM and is a successful project that 
references traditional Chinese Temple architecture. The 
same temples that Chinese architecture students learn 
how to design (or copy) throughout architecture school. 
He Jingtang’s China pavilion at the 2010 Word Expo in 
Shanghai is a poor copy of an ancient temple. “China itself 
was tripped up by an attempt to use historical motifs... 
that seem out of step with the rest of the Expo, with its 
relentless focus on the future.”1 Modern construction 
methods directly reconstructed an existing form at a 
larger scale. The pavilion lacks innovation for an expo 
which showcases innovation.  

Even successful projects suffer from the default moves 
of Shanghai’s city planners. Many buildings throughout 
Shanghai, both multi-structure complexes and single 
instances, are objects in space. There is no density, or 
fabric, to the city similar to what makes Manhattan 
enjoyable. The street edge is generally walled off with 
only a few access points. This gives people a sense 
of exclusivity as well as security when openings are 
stumbled upon. Pedestrians are faced with long, solid 
walls that make walking around parts of the city a 
monotonous task. Even the World Financial Center is 
essentially a glass tower on a solid multi-story masonry 
base with minimal entries. The only exciting event 
while approaching the building is looking up at the 
1,600+ft tower. The duration of this is too short and the 
excitement is over and forgotten before you get anywhere 
near the base of the tower.
In a profession that generates and references its own 
history, default moves are the last thing a designer should 
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has experienced unfathomably explosive growth, drawing 
millions of migrant workers and billions of investment 
dollars to its factories, producing everything from 
watches to iPhones, to be shipped to voracious consumers 
in the United States and beyond.    
 
As planners we were thrilled to be headed to see such a 
city.  We had read in Addison Godel’s fabulous guide to 
the architecture and urbanism of China that Shenzhen 
had literally grown too fast to be planned.  Would it be 
completely haphazard, like the slums of Mumbai?  Would 
it be utterly traffic-clogged like Bangkok?  Would it be 
horribly polluted like 1970s Cleveland, with its rivers 
on fire?  To our surprise it was none of these.  In fact, 
instead of seeming un-planned, Shenzhen seemed hyper-
planned, with clean, wide avenues, orderly arrangements 
of sky-scrapers and decentralized development.  This 
realization threw the planners into a spate of existential 
doubt.  We asked ourselves what really is planning?   
The construction cranes themselves didn’t erect the 
thousands of high-rises.  Someone planned Shenzhen.  
The real planners were likely the speculative developers 
instead of government bureaucrats, but we had to wonder 
if professional planners could have done a better job 
at laying out the city to create more memorable urban 
moments.  Because really, Shenzhen was a bit boring—
in the same way the stereotypical American suburb is 
monotonously boring.  Perhaps the spacious avenues 
and dizzying sky-scrapers were built to contain millions 
of cars, instead of millions of people, resulting in a lack 
of pedestrian scale that is cherished in cities like Paris or 
Portland.  But regardless, with construction continuing 

To say that fellow City and Regional Planning graduate 
student JM Rayburn and I greatly enjoyed KSA’s 2011 
China trip would be a gross understatement.  We signed 
up for the trip out of sheer curiosity, just because of the 
opportunity to visit a place we’d heard so much about.  
Little did we know how relevant it would be to our 
planning studies, how much we would learn from our 
architect companions, and how inspired we would feel 
upon returning home.  In this article, I hope to share a 
few of our observations and reflections from the trip.  The 
tale begins along the Pearl River in Southern China, one 
of the most dynamic places on the globe. 

Shenzhen - city planning?
 
When I googled “population of Shenzhen,” the results 
made me chuckle:  best guess = 12,000,000.  Now in the 
land of more than one billion inhabitants, 12 million may 
not seem that impressive.  However, what is impressive 
is that in 1978 only 27,366 people lived there.  Yes, 
that´s right—30 years ago it was a fishing village and 
today it has 12 million people.  Shenzhen epitomizes the 
story of modern China.  When former Communist Party 
leader Deng Xiaoping cautiously opened the doors to 
an experiment in capitalism, Shenzhen was chosen as 
one of the first Special Economic Zones (SEZs), possibly 
because it was far from the seat of the communist regime, 
Beijing (in the event that the free movement of goods 
also brought “corrupting” Western political ideas). More 
likely, however, Shenzhen was chosen for its proximity 
to eager capital markets in Hong Kong and the excellent 
harbors of the Pearl River Delta.  Since then, Shenzhen 

Tom Hetrick

China 
Regional 
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suspended pedestrian walkways and even elevated 
pedestrian roundabouts on top of massive intersections.  
Interestingly, many of these elevated roads were lined 
with hanging flowers that added a gentle aesthetic to the 
necessary infrastructure.  It was also here in Guangzhou 
that we first got an aerial view of a master-planned civic 
center—from the top of the “twisted” Canton tower.  This 
axial district, called Zhujiang (the Chinese name of the 
Pearl River, which flows through Guangzhou), is studded 
with grand buildings, such as Hadid’s opera house, the 
Guangdong Museum, a library, sports complex and 
children’s center, and brought to mind the City Beautiful 
movement in early 20th century American city planning.   
During the City Beautiful movement, monumental 
civic centers were planned for cities across America, 
the most enduring example being that of Washington 
D.C.’s National Mall.  The goals of these projects were 
often rooted in a belief in physical determinism—the 
idea that if you beautified residents’ environments, you 
could improve their behaviors.  The lofty civic centers 
and grand boulevards would inspire the populace, attract 
and retain the wealthy, whose money would eventually 
trickle-down to the poor, and help the self-conscious 
American cities reach cultural parity with their European 
counterparts.  Do the contemporary planners of these 
enormous civic centers in China have similar goals?  
The City Beautiful movement eventually came under 
attack for its utopian idealism and its inattention to poor 
housing conditions and other social ills.  Could it be 
possible that these new civic centers, like Guangzhou’s 
Zhujiang, attempt to paint an image of a modern, 
progressive China, while drawing attention away from 
the prevalence of corruption, pollution, over-crowding 
and mistreatment of migrant workers in its cities?  
Interestingly, the parallels between turn-of-the-20th-
century American planning and turn-of-the-21st-century 
Chinese planning didn’t end in Guangzhou.  Later in 
Shanghai we would see an adaptation of another early 
model—the Garden Cities movement.

 

unabated, the Shenzhen we saw last December won’t be 
the Shenzhen of 2020 or 2050.  And we may be able to 
determine if “planners” can do a better job at making it 
a truly great city: two new, master-planned districts, the 
Futian civic center and the Qianhai waterfront project 
(by Lee/Timchula and James Corner Field Operations, 
respectively), are rapidly changing the face of Shenzhen.   
The next stop on our tour, Guangzhou, would give us an 
in-depth look at the nature of these newly-planned city 
centers.
 
Guangzhou - city beautiful? 

Shenzhen is just an upstart.  The real metropolis of 
Southern China is Guangzhou.  With a history stretching 
back much further than 1980, Guangzhou is China’s 
3rd-largest city, the center of Cantonese culture, and the 
capital of Guangdong Province, which, with more than 
110 million residents, is arguably China’s most populous 

province.   For centuries 
Guangzhou was a crucial 
and coveted trading 
port and the Cantonese 
were renowned for being 
skilled merchants.   

After the intense urban 
fabric of Hong Kong 
and the sprawling 
modernity of Shenzhen, 

we planners didn’t think it would be possible to be dumb-
founded yet a third time by another Asian city.  The main 
purpose of our stop in Guangzhou, we thought, was to see 
Zaha Hadid’s brand-new opera house, which was only of 
secondary interest to us as planners.  Little did we know 
that as our tour bus approached Guangzhou, we would 
be staring out the windows with our jaws in our laps.  It 
was here that we rode along our first elevated highways, 
which snaked gracefully through the city, without 
carving paths of destruction like so many of America’s 
urban interstates have done.  To add to this dense 
fabric were tiered interchanges, elevated roundabouts, 
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separated from the city by a green buffer, but still 
connected by rail to the central city.  Each garden city 
would provide social opportunity, high wages but low 
rents, bright homes and gardens, and curiously enough, 
“no sweating.”    

While it incorporates the basic elements of Howard’s 
garden cities, Shanghai’s regional plan consists of satellite 
cities with an ironic twist.  In an attempt to house a 
growing population, the Shanghai Communist Party 
Secretary envisioned a series of cities modeled after 
idyllic towns in various Western countries.  We visited 
Thames Town, which as its name suggests, was built as 
an anachronistic replica of a town in England, complete 
with pubs, cobblestone streets, half-timbered houses, 

and even a cathedral!  The 
town was eerily quiet and 
devoid of people, until we 
reached the picturesque 
main square, where half-
a-dozen brides were being 
photographed in front of 
the cathedral, possibly 
after the “exotic marriage 
custom in which you 
exchange vows in front 

of a pastor,” as advertised in a promotional poster.  We 
began to notice that many of the “shops” in the town were 
actually photography studios or consulting firms with 
names like “Good-looking Corporate Image Planning.”  
Interestingly, many housing units in these towns had 
been gobbled up by wealthy speculators.  Land for these 
gaudy faux-communities was, up until a decade ago, 
inhabited and farmed by people who would never be able 
to afford to live there now.  In 2005, in Italian-themed 
Pujiang, the cheapest apartment was selling for $84,000.  
That year, the median income in Shanghai was $2,700.  
The symbolism of the project is also questionable, 
most notably in replicating an English village when 
just miles away, the Bund stands as a testimony to 
British imperialism.  However, while we as planners felt 
slightly unsettled by the concept of Thames Town, and 

Shanghai - city of to-morrow 

We stood along the banks of the Huangpu River, in the 
middle of Shanghai.  The buildings to our left gave us a 
glimpse into the city’s past and across the river, to our 
right, we saw into its future.  But the buildings to our 
left weren’t ancient temples or pagodas; they seemed to 
belong near the waterfront in Liverpool more than in 
the center of Shanghai.  These buildings are collectively 
known as The Bund, which comes from a Persian word 
meaning embankment, and are reminders of what has 
been called “one of the longest-continued international 
crimes of modern times”—the British-controlled opium 
trade.  Once seen both as the “Wall Street of China” to 
Westerners and a symbol of their own national weakness 
to the Chinese, these 
banks, customs houses 
and other administrative 
buildings stand in 
stark contrast to the 
new financial district’s 
massive conglomeration 
of gleaming sky-scrapers 
across the river in Pudong.   

However, it was not the 
neo-classical architecture 
of the Bund, or the new 
master-plan of Pudong 
that interested us as 
planners the most; it was 
a series of suburbs built in 
the tradition of Ebenezer 
Howard’s Garden Cities 
of To-morrow.  Howard 
saw cities as both places 
of employment, opportunity and amusement, but also 
described them as crowded, expensive and murky.  He 
appreciated the countryside for its beauty of nature 
and fresh air, but disliked its lack of society and low 
employment opportunities.  To extract the best of both 
worlds, Howard proposed a series of garden cities, 
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in creating a sense of place.  Also of interest to us was 
the redevelopment of Zhongshan Road, the old Imperial 
Street.  Not unlike West Lake, the aesthetics of the street 
were a result of careful construction, evoking an image of 
a centuries-old Chinese urban fabric.  At first, I personally 
dismissed the atmosphere as inauthentic, especially 
given the preponderance of high-end coffee shops over, 
say, dumpling stands.  However, later I reflected on how 
the Chinese view place differently.  We had visited many 
temples and pagodas that were mere replicas of ones that 
existed centuries ago, but were just as treasured in the 
national psyche.  What’s important to the Chinese people 
is the spirit of the place, the remembrance, and not the 
physical bricks and mortar.  In this light, the Zhongshan 
Road project represents a tangible connection to China’s 
urban history, a complete rejection of the prevailing auto-
centric planning culture, and a glimmer of hope that more 
future projects will be completed at a scale for people, 
instead of cars.

The KSA China trip inspired us.  Redevelopment projects, 
like Zhongshan Road or Beijing’s 798 Art Zone, created in 
a former industrial district, filled us with ideas for Ohio’s 
Rust Belt cities.  Massive sprawl in cities like Shenzhen 
forced us to think more critically about the role of both 
speculative development and comprehensive planning in 
city development.  Satellite cities gave us a more nuanced 
understanding of how planners, at times unsuccessfully, 
attempt to create a sense of community in newly-built 
areas.  Elevated highways challenged prevailing thoughts 
on the 20th-century history of interstates in American 
cities.  But perhaps most importantly, the companionship 
and mutual respect that developed among the aspiring 
architects, landscape architects, and planners led us out 
of our intellectual silos and to the realization that we 
share a love of urbanization, sustainability, and design.  I 
am confident that this deeper appreciation of each other’s 
professional roles will continue into our future careers 
and that the friendships forged on buses and night trains 
will not quickly fade.  What a great moment to be part of 
the Knowlton School of Architecture (and Planning)!       

for that matter, by the monumental scale of the new 
civic center in Guangzhou and the relentless suburban-
style development of Shenzhen, we found solace in the 
pedestrian-scaled projects in the lovely city of Hangzhou.
 
Hangzhou - city (more) beautiful 

Probably the most common question a traveler receives 
after returning home is “what was your favorite thing 
you saw?”  That’s a difficult question to answer, because 
often the most enduring memory of a trip is a new 
perspective, instead of a specific sight.  But when I’m 
asked that question about China, my answer is easy.  
My favorite thing I saw was Hangzhou.  Hangzhou is 
an incredibly livable city, which is reflected in the fact 
that it’s one of the largest domestic tourist destinations 
in China.  The city boasts an impressive history that 
included its vital role as both a capital and a port city 
along the Grand Canal, connecting the Yangtze Delta 

region to Beijing.  
Today, however, 
Hangzhou is most 
famous for its lake just 
west of downtown—the 
aptly named West Lake.   

West Lake and the 
tranquil gardens that 
surround it occupy an 
area of constructed 
nature more than twice 

the size of New York’s Central Park.  The great diversity of 
panoramas afforded by West Lake is evident in the names 
of the gardens along its shore—Misty Trees by Nine 
Streams, Orioles Singing in the Willows, Cloud-Sustained 
Path in a Bamboo Grove, and Three Pools Mirroring the 
Moon—to name a few.  And unlike the contrived Thames 
Town, West Lake is a place that was both appreciated 
and accessible to all the city’s residents; its popularity is 
made evident by the thousands who stroll its shores on 
a daily basis.  Our visit to West Lake impressed upon us 
as planners the priceless value of landscape architecture 
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Severed from the world looking through a portal, the 
cigar tube that encloses me 35000 feet in the air is my 
vehicle to a new place and a captor to the place below 
me. Looking through the portal voyeurs to the world 
around us space has never seemed so extensive and 
yet so suffocating, like a cat stuck in a tree. Never has 
the cat been provided such a view of the world, higher 
than physically allowed but confined to a space so de-
fined by a lack of freedom, the cat is stuck for fear of 
falling.  Suspended in the air watching the sun rise from 
this altitude excites all the colors of the rainbow over a 
clear arctic morning. The landscaped is unveiled slowly 
in light as if the sun is pulling the covers off on a brisk 
winter’s morning after a fresh snowfall. My world is 
quiet, except for the slight murmurings inside revealing 
the unusual silence outside, accountable only to a fresh 
blanket to muffle the routine sounds of a car rushing by 
or the dog across the street barking on its early morning 
walk. The sky’s exuberant palette defines the landscape 
exposed unusual and mundane in its appearance. The 
earth is draped in cover unknown, frozen and lifeless, 
cold to happenings of life. The Siberian arctic is barren 
left cleansed of the human experience only shades of 
white filter through to reveal the land buried beneath. 
Unnoticeable to the eye, this is a landscape in motion, 
kinetically energized by the tectonic forces of water, and 
vapidly deficient of solar invigoration. Ice sheets of the 
artic crush down compressing, scraping and polishing 
the geologic landscape below, above this treacherous 
machine a world rendered monotone ecologically bar-
ren, left unlivable by the harsh imbalance of the forces 
giving life to another place. 

The nature of Landscape:
 The changing Ecosystem

Matt Johnson

IMAGES: ADDISON GODEL
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Moving southward the first sign of the 
landscape peeking out from its glacial 
captive, a river inspires an impression 
of the warmth of life creeping among a 
weary world. It is hard to understand the 
barren arctic from above, it is an aerial 
of white noise where the actual sensation 
of the environment is unknown.  Like 
that of an alien world, akin to hearing the 
atmospheric conditions of Venus in high 
school science class, but a river, flowing, 
warm and blue, instigates an ecological 
perception bringing the world back 
into a reality knowable to life. The river 
serpentine,  severely corrugated, registers 
the movement of time just as the skin of 
old man wrinkles over a lifetime rigid and 
furrowing, enlightening change. Only its 
impression of movement is imprinted 
along the tectonic landscape. The 
landscape is always in motion a balance 
of elements invoking kinetic motion 
among nature, the registered erosion and 
sedimentation in the geologic imprint 
of time, physically manifested in the 
landscape. As the landscape changes the 
framework for nature is formed just as the 
river breaks through barren ice a kinetic 
force into a tectonic world springing life 
upon the surface. 

The landscape is an ever-changing flux 
of systems involving geologic tectonics 
and natural kinetics undistinguishable 
at a scale of human perception. Time 
is the dimension in which landscapes 
can change; the relationship of man 
to landscape is defined by the inability 
to perceive movement as a function 
of landscape.  The plane, the vessel 
that excites the relation, is an inert 
object in motion that directly links 
human perception of space, while the 
landscape becomes detached just as the 
architecture of the human cultivated 
landscape is defined by it static 
connection to a contextual ecology, 
motion within the landscape.  Like a 
flower picked from its root, its vivacity 
of inception will wither and the pedals 
will dissipate, an inert object disjointed. 
The out of body milieu of the plane 
narrates the invigoration of cultivated 
nature which becomes the juncture that 
landscape and nature are a separation 
of systems related by their ability to 
change.
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As the snow retreats giving life to the landscape as the sun 
moves overhead the day is short as we move, fervently 
south.  The landscape is mountainous striated, a complete 
landscape, beaten by time and thriving with life. Below is 
a landscape exposed by man and called to action knowing 
that people have conquered this land. A weird phenomenon 
knowing the emotion existing in a land so barren that man 
cannot survive it, a sobering emotion doubtful and uneasy 
and yet somewhat enlightening, in a global world connected 
at every outlet. The Mongolian highland is aged like an ex-
pensive cheese left out too long: dirty, dry and withered, 
it seems lifeless but on the underside “life” grows a mold 
exuberant and populating this aged landscape.  Here a 
world is revealed the sky a filter to the landscape below and 
nature populates the surface but the landscape defines the 
gradient of ecological systems that perpetuate settlement. 
Looking down the mountains become a tectonic motion as 
layers of rock have uplifted and folded upon one another 
and plains of rock lay motionless among the pinches of rock 
like the fabric draped upon the surface. The patterning of 
sedimentary layer compiled reveals the long intention of 
the tectonic geology has its previous grave underneath the 
ocean layers deposited over epochs shifted and driven to 
become landmass on which human life thrives.  As I drag 
my finger down a valley of a mountain a furrow evolves into 
the tracing of a lattice emptying onto a plain as an elemen-
tal kinetic motion of the earth is concluded with the grand 
gesture of the serpentine river flowing downward. As water 
is transferred upon the landscape it is concentrated force-
fully eroding along the mountain setting in motion new 
sediments to recycle the imbalance amongst the landscape. 
Over time the mountainous folds rigid and splintered soft-
en to wrinkles in the landscape. There material deposited in 
a plain below painted on the land records the motion of the 
water as it engorges the landscape letting nature flourish.  
The geologic framework that is the landscape allows for a 
nature to thrive upon the surface. 

The motion of nature demarcated by the structure of the 
landscape a juncture that compels the human driven in-
terface with nature, progressed by the kinetic nature and 
tectonic landscape. Kinetic, the energy nature possesses due 
to its motivated actions that modify the landscape while 
transforming the ecological underpinnings--like the weed 
growing through a crake on the sidewalk. At first the weed, 
the unsolicited plant life that integrates into an urbanscape, 
pesky and determined parts the slab of concrete. Exposed 
to light the seed grows. But overtime the weed dies and ac-
tivates the geological tectonics of the concrete and progress 
anew: seed will grow and over time the crack is covered 
and nature starts to convoke onto the concrete. The tectonic 
is the underlying structure that provides the framework 
within which nature is able to transform--like the old man 
across the street raking the leaves from his lawn every day, 
when every morning the march of fall will bring a new 
batch of fresh golden brown and yellow, fiery red, peach 
orange, leaves to decay there. The kinetic energy, the man 
raking, intrudes upon the waste of leaves. Every day the 
tectonic, the tree, regenerates the supply of nutrients releas-
ing more kinetic energy. The relation to the old man and the 
tree defines the relationship between landscape and nature. 
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The landscape becomes a framework through 
which nature is perpetuated. The definitions of the 
words nature and landscape have been redefined 
as logical terms within framework and lack the 
perception imaginative nature of the words’ current 
understandings. Nature is defined by the ecological 
systems of science including all interactions of living 
kingdoms including sapiens, flora, and fauna. Nature 
is no longer the unknown, the other, the wild, but the 
scientific understanding of living things that become 
a part of an ecological system. Nature is no longer a 
conquerable space divided like the puritans set atop 
a hill looking westward understanding nature as the 
other side of the wall.  Nature is now the integration of 
life as a system perceived as linked network of human 
and inhuman constructions.  The landscape deviates 
from the understanding of the pictorial, the rural, and 
the city, the suburban, as definition or description of 
place. Unlike the landscape painting of Thomas Coal or 
Asher Durand landscape is not a depiction of cultural 
relations to the landscape. Landscape defines the tectonic 
geologic surface on which nature is maintained. And 
nature defines the kinetic energy of the living system 
propagated by the landscape. My journey south has 
been the witness to the evolution of landscape: nature 
and man integrate to become a productive ecosystem of 
transformation and motion.
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Disturbance is defined by the interference of equilibrium within a 
system, like the dynamics of form in an architectural space defined 
by Arnheim in “The Dynamics of Architectural Form” which measure 
the productivity and diversity within a network.  Arnheim suggests 
that the ability for form to represent change is the measure of the 
function and strength of a building. Similarly, disturbance is the 
measure of a landscape’s productivity. This view is contradictory to 
the way we view landscape as designers. Stasis is not the objective. 
Rather, the intention of design as a vehicle should be to create 
dynamic oppositions that validate ecological unity.

The intrinsic nature of the landscape is one of tectonic motion, 
an exploration into the structural formation of the geologic, 
vegetative, hydrologic, climatic and urban, systems that determine 
the character of the landscape. The tectonic motion is rooted in the 
basic elements of an ecological science. Ecology is the understanding 
of the living organism’s relationship to its habitat, correlating 
to the interaction of these systems. This interaction defines the 
productivity or the dynamic milieu that is the landscape and the 
way it interacts with nature. In this ecological model the disturbance 
of the ecosystem is the tectonic and vigorous motion of the land. 
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Recently with the work of Jorge Otero-Pailos, 
Architecture’s Historical Turn: Phenomenology and 
the Rise of the Postmodern, the question of Norberg-
Shulz’s use of photography is critiqued with a new 
historiography. In a polygraphic way, Otero-Pailos also 
examines Frampton’s value of photographers in shaping 
the aesthetic of his work. Both Norberg-Schulz and 
Frampton were given historian positions and worked 
to translate philosophy and intellectual ideas to visual 
images. The visual dependency of the architect-historians 
that emerged from architectural phenomenology, most 
notably the influential theorist of the 60s and 70s, 
Christian Norberg-Shulz, show how photography became 
intellectualized and relied on for theory. Norberg-Shulz 
demonstrates the tendency of postwar historians to 
combine the visual language of architects and the textual 
language of historians. Phenomenologist historians 
represent a critical watershed where history and theory 
begin to share discourse in architecture. 

Beginning with Plato, philosophers have tried to perceive 
reality without depending on imagery. Phenomenological 
philosophy is no different in this regard where imagery is 
criticized. Edmund Husserl is credited with the founding 
of phenomenological philosophy influencing Heidegger, 
Satre, and other philosophers. In Phantasy, Image 
Consciousness and Memory, Husserl acknowledges that 
photography ‘somewhat complicates’ awareness, going 
on to say that looking at a photograph acknowledges 
‘three objects: the physical image, the representing 
or depicting object, and the represented or depicted 
object.’1 An influential phenomenological philosopher, 
Martin Heidegger posited representation as a means 
of personally framing the world. This framing would 

on (archITEcTuraL PhEnOm-
EnOLOgy and) PhotoGraPhY

Lindsey McLaughlin
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between phenomenological architecture as a bodily and 
experiential event and the perspective and modes of 
representation enlisted by phenomenological theorists 
such as Frampton, but in Studies in Tectonic Culture, 
the majority of the book provides construction and 
site drawings with only a few photographs, perspective 
drawings, details and models. The few photographs 
included focus on interior embodied shots and are 
contextually placed. Embodied photographs focus on 
making the experience of the photographer or subject 
come through the medium to represent an experience of a 
place or built work. 

Another phenomenological theorist addressing 
photography, Juhani Palasmaa offers insights into the 
future possibilities of the interaction of all senses to 
make informed design decisions. With architecture 
becoming ‘image products detached from existential 
depth and sincerity.’6 In the Eyes of the Skin, Palasmaa 
finds certain techniques architects employ to protect 
sincere architectural endeavors. The weightlessness 
and transparency of glass often alienates and confuses 
an experience, but new technologies can be overlayed 
and combined with other materials and variations 
of translucencies to create a more tactile, holistic 
experience. Architecture also shoulders the privilege and 
responsibility to embody the passage of time, a sense of 
materiality and texture, and the feeling of gravity and 
of materialized light. Architecture has the ability to take 
the seemingly endless capacity of space to a form of 
domestication that humanizes the space into an envelope 
of habitation. 

Palasmaa finds that the proliferation of imagery leads to 
a disinterested gaze that re-introduces other, overlooked 
senses into society. Another important point is introduced 
concerning the overlay and fast-paced nature of imagery 
in society today. The flow of imagery becomes too 
continuous for analytical observation and begins acting 
as an affective mode of experiencing. His writing sheds 

confine a certain frame and viewpoint which Heidegger 
rejected. He felt that there was an ambiguous relationship 
between the subject and object in art. Artistic acts 
promote human development of shared history that 
can lead to truth.2 According to Otero-Pailos, Heidegger 
is often (mis)- used in phenomenological theories for 
architecture as a means to legitimize theories through 
intellectualism. Because phenomenological philosophy 
criticizes imagery, architectural theorists must question 
their phenomenological approach to imagery. 

Norberg-Shulz is anti-historical; his photo essays 
concealed their own historical construction to avoid 
critical reflection, presenting his photographs as 
universally valid, timeless, and transcendent of history, 
the images were called topological figures, then genius 
loci, and later, aletheic images- a reference to Heidegger’s 
term meaning truthfulness. Similarly, Norberg-Shulz 
copied his reliance on images from his teacher, Sigfried 
Giedion whose ‘methodengleiche’ technique called for the 
historical eye to become photographic to see space-time. 
Otero-Pailos finds that both Giedion and Norberg-Shulz’s 
methods are reductive comparing visual similarities 
between science, art, and experience.3 Norberg-Shulz’s 
photos became narratives apart from the text- giving 
‘proof’ of the ahistorical, genius loci of architecture.4 
The shots include aerial, frontal, and streetscapes 
accompanied with site maps- dominating over the 
text. There are only a few images of each specific place, 
preventing the full sensation of the site and too reliant on 
to focus on the text. 

The next notable architect-historian to follow Christian 
Norberg-Shulz is Kenneth Frampton who tries to 
promote architecture that accounts for place and 
identity to counter the trends of postmodernism. 
Concerning representation, Frampton proposes surplus 
experiences of reality through photography.5 He argues 
that a good building should hold focus and attention 
like a photograph. This relates to the discontinuity 
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of architecture, but through its selectivity and narration 
it can try to minimize the limitations. A publication or 
representation can evoke sensations while not replicating 
direct experience a new experience emerges- that of 
the reader. The consumable, novel image is given at the 
expense of critical analysis and reflection. For instance, 
photographic-essays are sufficient indications of stimulus 
and movement through an architectural project rather 
than an abstracted, seductive display of imagery. Croset 
references film as an example of the sequencing of 
images. Similarly, Palasmaa finds that the narration of 
memories and the totality of senses in literature and 
film are positive alternatives that fall within the realm 
of the ocular but include so much more than just a 
quickly consumable product. Film offers the viewer an 
understanding of subjective spatiality, the feeling of time 
and movement, the way gravity and light touch materials, 
and the events within a space and its surroundings. Film 
also offers various modes of representation that are often 
homogenized in photography. On the other hand, Croset 
finds that if somehow the publication can exhibit the 
limitations of the photography itself, it may encourage the 
reader to visit the place directly instead of just relying on 
consuming the image.8 Interestingly, Croset also laments 
the use of photography as means for the critic to assess a 
project. The criticism is therefore further distancing the 
reader and critic from the actual project and even more 
harmful still, can lead to grossly distorted accounts of a 
project. 

The suggestion made in this essay is that narratives 
offer the act of self-acknowledgment on the part of 
the reader. The reader can imagine being within a 
certain space, place and time due to the specificity and 
imaginative bearing of the narration. The experience is 
shared and undergoes a transformation that is far from 
a reproduction which holds no emotional or cognitive 
attachments. When one experiences architecture in 
reality, the experience is active, exploratory and full of 
immense detail and sensory perception. To achieve this 

light on another way to represent architecture. Palasmaa 
describes filmmakers and writers recreating embodiment 
for the audience. The ‘aura’ of good art or architecture 
often loses to the instant seduction of memorable visual 
imagery. 

Beatriz Colomina traces the rise of capitalism and 
consumption with that of photography in architecture 
in “Architectu/re/production.” Colomina posits that 
consumption of architecture through exhibitions, 
magazines, tourism, etc. gives meaning to a work.7 The 
work loses meaning of the user, becoming valuable 
through the consumption by various audiences. 
Architecture does not impose a distinction between 
built and unbuilt works, only represented works become 
‘good’ architecture. Architecture becomes more than 
the built environment, but a ‘construction.’ In this 
way, photographs of architecture trigger desire for the 
architecture in the same way as an advertisement- objects 
placed in the realm of vision manufacturing desire 
through distance between the viewer and the object. 

The architectural historian becomes a storyteller 
embedding life, place, time, and experience in a narrative. 
In “The Narration of Architecture,” an editor of Casabella, 
Pierre-Alan Croset focuses on retaining meaning through 
narration in the publication. Unfortunately, Croset finds 
that architectural historians such as Kenneth Frampton 
have turned the photographic method into universal 
images that cancel out local tradition. To recover these 
local, cultural experiences, a narrative must emerge 
to salvage ‘real’ architecture from consumption. Many 
phenomenologist architects use narration in their 
arguments, yet they do so in a totalizing, universal 
way that equivocates real-life experience. Narration 
accumulated in a sensitive way can augment and recover 
experience and meaning. 

Despite the possibilities of narration, Croset finds that 
any publication is going to be reductive in the experience 



46 47

to the thing, the copy to the original, the representation 
to the reality, appearance to being’ where Sontag argues 
that an image filled world is replacing the real one.10 
Photography acts as a means to control messages 
and perceptions just like writing. Sontag’s criticality 
undermines photographic means of representation that 
phenomenological architects use to promote their ideas, 
ideas that go against ocularcentrism. Phenomenological 
architects argue for an experiential understanding of 
architecture yet rely on photography as a primary means 
of facilitating this ‘holistic’ experience. The methodology 
of these architects and architectural historians (such as 
Norberg-Shultz and Zumthor) relies on photography even 
if in a narrative photographic essay which confuses the 
essential ideas of their architectural theories.11 As Sontag 
writes, it is a means of imprisoning reality, making it 
stand still, and in turn, making reality less real. Like 
Zumthor and Frampton, Sontag laments capitalism by 
stating that a ‘capitalist society requires a culture based 
on images’ to seduce consumers. Phenomenological 
architectural works and theoretical texts are not 
immune to this widespread ocular centric obsession with 
photographs.

Modernist architect Adolf Loos once criticized 
photography and felt that ‘the image’ should not produce 
its own effects. Of course, this is impossible: there is no 
such thing as an objective photograph. Photographs incite 
memories, stir the imagination, and elicit a subjective 
response. In more practical ways, the ocular centric 
dimension of photography inherently makes us desire the 
place we see in a photograph. Unfortunately, a seductive, 
non-critical approach to presenting photographs often 
replaces the intention to visit a place. Certain methods of 
resistance arise from these ideas. Firstly, it is impossible 
to photograph all of Vals at one time because its program 
is under and above ground. Secondly, the publications 
of Kenneth Frampton also exhibit a critical approach 
to photography by carefully selecting photographs 
supplemental to the drawings and text. Drawings 

in a photograph is difficult, but a narrative experience 
stirs the imagination and is slightly more comparable in 
affective transference. In a response to Croset, Lauretta 
Vinciarelli laments the loss of not only experience 
but also of the entire project. The entire process of 
development for the architect and the other participants 
is a narrative. Narration and drawing can be a medium 
between the building and the artifact of photography. The 
whole process and project can be documented to show 
the concepts, the architect’s process and approach to the 
multitude of issues that go into a project. 

With the proliferation of technology, place sensitive 
architecture becomes more valuable due to its 
irreclaimability and non-transferable qualities. In 
“The Revenge of Place,“ William Mitchell argues that 
place is becoming more and more important in the 
current architectural moment. The more inaccessible 
the architecture is due to place, the greater the demand 
for consumption and desire to visit from the tourist.9 
The essay implies that architecture with a slant towards 
critical regionalism will invariably provide the visitor with 
something she cannot find anywhere else and thereby is 
even more desirable. This argument relates to the elitism 
inherent in architecture that focuses on genius loci and 
on architecture that is desirable by being inaccessible to 
many people. For instance, the Bath at Vals is an example 
of an architecture that is made more desirable by its 
distant location from the masses and its ‘non-transferable 
qualities.’ 

The omnipresence of photographic images in present day 
has effects that cannot be discounted. In Susan Sontag’s 
On Photography, the use of photography is critiqued as 
another means of consumption that packages pieces of 
the world into photographic souvenirs. She discusses 
the tourist who memorializes experiences through 
photographs in a perpetual voyeuristic relation with the 
world. Sontag references Feuerbach of The Essence of 
Christianity who states that ‘Our era prefers the image 
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So wait, what? is the thought I’m assuming is going 
through the majority of heads after trying to parse 
through the above passage. It most definitely was 
after my first encounter with this puzzling work. This 
indecipherable jumble of words is an excerpt from the 
libretto of the 1976 opera Einstein on the Beach, and, 
when understood in its five hour long context, can 
actually start to make some sort of sense.

When asked by designer/director Robert Wilson, who is 
Einstein? The then fourteen year old poet Christopher 
Knowles, after several I don’t knows and a let me 
think, answered with twelve chapters of text that would 
eventually manifest as the libretto for Einstein. Not 
quite an opera in the traditional sense, it is devoid of 
any plot, hero, or sensical dialogue; it is a composition 
in music, dance, poetry, and space concerning the life of 
Albert Einstein that, instead of acting as biography, finds 
its point of departure in the audience’s understanding 

it it it it it it it it it it 
is liKE that (or, thErE is no EinstEin)

Wes Hiatt

It could get some wind for the sailboat. And it could get for it is.

It could get the railroad for these workers. It could get for it is were.

It could be a balloon. It could be Franky. It could be very fresh and clean.

All these are the days my friends and these are the days my friends.

It could be those days. 
 
 
- ChristoPher KnoWles, einstein on the beaCh
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including conceptual and material sketches along with 
construction drawings provide an holistic vision of a 
project. And lastly, the suggestions by Croset, Vinciarelli, 
Palasmaa and Colomina provide methods to embed 
representation with meaning. The architectural project 
is not reducible to a single image, and neither should 
its representation be one-dimensional. The entirety 
of the creative process presented in a multitude of 
representational and narrative forms recovers meaning in 
a project. 
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(OMA’s Casa da Musica could be a sand crawler, etc.), 
Einstein urges us to consider the rest of the entire 
spectrum of human experience and sensibility, something 
that architecture engages whether we like it or not. We 
should be asking ourselves the same questions Robert 
Wilson posits through Einstein: How do I see? How do I 
hear? How do I touch? And, taking from Morales’ notion 
of the monitu: how do these experiences resonate with 
myself and others? We must learn how to control the 
elements at our disposal as architects namely formal, 
material, and spatial moves to resolve all of these 
questions and create an informed architecture that 
engages the polyphony of our shared experience.

of Einstein as a public figure. Working by association, 
the character is formed by each individual’s knowledge 
of Einstein in relation to the music, text, and dance, 
replacing the need for a conventional plot with a 
multiplicity of narratives created in the minds of the 
audience. The perception-becomes-plot logic of the 
piece gives life to a sort of ‘shared dream’: a mysterious, 
vulnerable collection of wildly different experiences that 
share the genesis of Einstein’s image. 

This notion of creating a shared dream should be of 
interest to architects, designers, composers, and other 
artists because it’s already happening in every experience 
we have. The mind is happy to work by association and 
apply all prior knowledge, emotions, and memories, along 
with current moods and thoughts, to the interpretation 
of whatever sensory material its given, and in turn the 
perception of any one thing will vary ever-so-slightly from 
one person to another. In other words, whether you’re 
reading the news, listening to Stravinsky, or ascending 
the ramps at Knowlton Hall, you’re participating with 
both others and yourself in the creation of this dynamic 
shared experience. So, the question arises: if this is 
already happening, how can we control it? How can we, 
as architects, harness form and space to create these 
experiences?

In the context of architecture, the concept of variability 
and dynamism of experience within groups of people 
is already present in Ignasi de Sola Morales’ Weak 
Architecture. In his article, Morales argues that our 
culture can no longer support architecture that is singular 
or stable, but our architects must design for many events 
and polyphonic instances: an architecture that, instead 
of resisting multiple perceptions, encourages and curates 
them. Although he does not cite any built work that is 
successfully ‘weak’, we need only look to Einstein on the 
Beach a work that is really better architecture than most 
buildings to begin to understand how to curate these 
polyphonic instances or ‘shared dreams’.
While architects seem to be completely preoccupied 
with the look of the thing and how it can be interpreted 



52 53

wheels, and a child’s wheel acts as a caster.  A galvanized 
steel garbage can is nestled between two orange plastic 
bins which house the electrical components.  A steel mast 
rises from this conglomerate of re-purposed goods to a 
height of six feet and is topped with a bird feeder and 
sensor array. Inside the garbage can is a mechanism to 
disperse compost and wildflower seeds. Lacking any form 
of shock absorption, GRoW transmits every feature of 
the landscape into gesture. As GRoW clumsily traverses 
the site, the steel handles of the garbage can bang 
loudly as they slap the sides of the can.  After traveling a 
certain distance, GRoW stops and is quiet for a moment 
before dumping seed or compost.  It then chooses a new 
compass bearing to follow and the motors whine as it 
pushes forward.  When the robot senses an obstacle 
that is too large to drive over, it intelligently adjusts its 
course heading to avoid the obstacle.  This combination 
of behaviors ensures that over time GRoW will eventually 
cover the entire plot in seeds and compost. 

GRoW is not meant to be a practical device.  GRoW 
proposes a possible future in which technology is built for 
non-anthropocentric purposes and exists in a symbiotic 
relationship with the natural world.  GRoW’s purpose 
is to inspire thought and conversation regarding public 
perceptions of the relationships between humanity, 
technology, and the natural world and the assumptions 
underlying these perceptions. Humanity was once in a 
symbiotic relationship with the planet.  However, through 
the development of language, fire, and agriculture, we 
learned how to defeat the population controls to which 
we had been subjected. Our relationship with nature 
became increasingly autocratic as technology and our 
understanding of the laws of nature progressed. This self-
promotion, coupled with the Western, anthropocentric 

A vacant lot is all that remains of an old industrial site. 
The brick and mortar of its factory has been crushed 
into gravel.  Its soil is packed and hard from the heavy 
machinery that brought down the building and pressed its 
remains into the earth. Toxins leftover from the factory’s 
heyday linger in the ruined landscape, never far from the 
surface. One or two plant species dominate the landscape 
and struggle to grow more than a few inches high - a little 
patch of desert in Ohio.   
 
GRoW, the Gardening Robotic Wanderer, trundles across 
the landscape on a frame hacked together from used 
bicycle parts.  Two mountain bike wheels act as drive 

Austin Stewart

the gARdenIng RobotIC WAndeReR:
an ExPErImEnT In rEmEdIaTIng Our rELaTIOnshIP 
WITh ThE EarTh ThrOugh TEchnOLOgy.
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to think beyond sustainability.  The artist Mel Chin 
has worked extensively with scientists to genetically 
engineer and test hyper-accumulators, plants that excel 
at pulling heavy metals from the soil.  Following his lead, 
we need to design systems and structures that benefit 
the environment. We need to make our ventures carbon 
negative, rather than carbon neutral. We need our cities 
to increase habitat for threatened species rather than 
reduce their habitat. We need power plants that clean the 
air and water rather than pollute it.  In short, we need to 
design systems that become a part of their ecology and fill 
the niches created by the byproducts of human action.  

The purpose of GRoW is not to promote an ideology, but 
to offer a different lens through which to consider the 
crises of our day. GRoW proposes the development of a 
symbiotic relationship between humanity, the technology 
we develop, and the ecologies we inhabit. Although 
there are a multitude of unconsidered objections, GRoW 
provides more than enough fodder to provoke a healthy 
dialogue.

philosophical views of humankind, have made us and our 
inventions quite toxic to our world, sometimes in spite of 
our best intentions.

In the early twentieth century, the US government 
sponsored a culling of predators in the West. The 
misperception that predators were cruel, wanton 
murderers of innocent animals led to support for 
the extermination of wolves, cougars, birds of prey, 
etc. “By the end of the 1930’s, however, there was 
disturbing evidence from across the West that predator 
persecution was not creating a peaceable kingdom. 
By removing natural constraints on deer and rodent 
population growth, it was instead producing biological 
catastrophes.” (Davis, Ecology of Fear, pp.233) The 
unchecked populations of deer and rodents ravaged the 
landscape until succumbing to disease and starvation. 
Though disastrous, the consequences of this large 
scale slaughtering taught the scientific community the 
importance of balance in a healthy ecosystem.

We often cannot imagine the true impact of our actions 
within a complex, ecological system until they produce a 
dramatic shift in its balance. Though we are quite skilled 
at predicting the outcome of our actions in the short term, 
we fail when the system is complex, or when the impact of 
our individual actions is imperceptible. Humankind often 
sees itself as separate from the Earth and in opposition 
to natural processes.  Our consciousness and intelligence 
have estranged us from the natural order.  However, we 
must come to understand that we, and the technologies 
we are developing, are an implicit part of the natural 
order.  We must express the same generosity toward the 
Earth that we are capable of expressing toward other 
human beings. GRoW uses organic human waste as 
compost to fertilize plants while increasing biodiversity 
by spreading seed as symbolic gestures of goodwill.  By 
working at former industrial sites, GRoW not only 
remediates the plot, but also remedies our technological 
relationship with the Earth.

As architects, designers, artists, and engineers, we need 
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representation, reason and history. As such, it was 
conceptually part of the same episteme that governed 
the last 500 years of architectural history, only differing 
in its claim to abstraction of various techniques that 
establish the paradigm of the classic. He argues that 
modernism was essentially interested in recovering the 
timeless, meaningful and rue in order to become a new 
mode of classical architecture. Eisenman, in his efforts 
to understand and theorize his own moment in history, 
analyzes these modernist fictions as efforts to stabilize 
architecture and codify a set of truths into zeitgeist 
ideology. 

In contrast to post-modernism’s archival attitude 
towards historical continuity and historicity, Eisenman 
unfolds a genealogical or emancipatory model in the 
mode of Nietzsche’s meditation on history as seen in 
“The Uses and Abuses of History.” Nietzsche identified 
the formation and ossification of the academic 
discipline of history as a complex classification strategy 
to “understand” the past, instead of conceptualizing 
history as a tool to rethink or artificially excavate the 
contemporary. Eisenman views the entire modern 
movement in architecture (interestingly, he excludes 
Le Corbusier from this claim) as a continuation of the 
humanist-center of architecture (i.e. an uninterrupted 
mode of representation from the fifteenth century 
to the present). Since Renaissance buildings became 
representations of representations, the fiction of their 
value referred back to the classical, and thus was not 
intrinsic to the work itself. Instead, the modernist project 
in architecture pointed to the self-evident starting point 
of utility as the origin of meaning and legitimizing value.

Rather than proposing a new zeiteist argument, 
Eisenman claims to be searching for an autonomous, 

Peter Eisenman’s Wexner Center for the Arts at The 
Ohio State University is typically understood through 
its relationship to and manipulation of then-current 
postmodern trends within architectural discourse. While 
the discussion about the building is host to a plethora 
of theoretical issues (ranging from the historicity of 
quotation, new forms of monumentality, contemporary 
modes of estrangement, architecture-as-collage, etc.) 
it seems that today certain shifts have caused the 
work to move to the fringe of current debates. Some 
argue that it is because of these shifts that the Wexner 
Center seems like a remnant of a bygone era, rather 
than a still-canonical work of architecture.  Despite the 
arguments of the post-critical camp, I believe there is 
much to gain by re-examining the Wexner Center and 
its polemics; perhaps even more so given the critical 
distance gained in terms of time from is completion 
and the shifts away from postmodernism as a dominant 
concern. The question is: what is to be gained by re-
examining the Wexner Center? And furthermore, what 
new propositions for architecture in our current moment 
result from this examination? Instead of attending to 
the concerns put forward at the time of its arrival, an 
alternative interrogation asks to understand how its 
grid-based diagrams instantiate disestablishment effects 
related to the aims of a contemporary art institution site 
in a traditional neoclassical campus plan. These effects 
are critical, discursive, haptic and hinge on a particular 
aesthetic reading of architectural ugliness. 

For clues on this topic, we begin wit Eisenman’s own 
writings. He begins his seminal text, “The End of the 
Classical, the End of the Beginning, the End of the 
End” (1984), by arguing that the Modern Movement 
in architecture was a stylistic variation on a number 
of humanist0centered themes (“fictions”) related to 

still uGlY aFtEr all thEsE YEars:
a cLOsE rEadIng OF PETEr EIsEnman’s WExnEr cEnTEr

Alex Maymind
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plan and the city context surrounding it. As such, the 
grid simultaneously acts as a grammatical emblem 
of modernist architecture and as the example par-
excellence of the residue of functionalism and order. In 
this overlapping set of interpretation, the grid becomes 
a metaphysical construct, transcending its role as a 
rational, organized and regular inscription of space. 
Instead of the cliché role assigned to the modernist 
grid, in the Wexner Center the grid lattice acts mch 
more insidiously, organizing the progect not through an 
implicit geometric Cartesian order, but through an ability 
to instantiate multiple affiliations with the context. While 
at first seemingly subordinate to the overall campus 
plan, the grid’s ability to intervene and alter the already 
dominant hierarchy is akin to Hegel’s discussion of 
sublation (Aufhebung), a form of preservation through 
change. The grid as conceptual site force registers the 
need to affiliate with the existing in order to create a 
suspension of the power structures within. 

The pretext for the palimpsest-based concept underlying 
the design of the Wexner Center is by now quite well 
known within the discourse of architecture- Eisenman’s 
use of ‘artificial excavations’ and fictions serve to 
transform the minor histories of a given site or artifact 
to conceptually bridge the campus past with the present, 
and to instigate a process-based text that underpins 
the architectural formalism. In the specific case at Ohio 
State, the two disparate grids of campus/city conjoin at 
this intersection into a site graft that locates a series of 
key phenomenal linkages between the university and its 
larger city context. Perpendicular to this intersection, a 
line is traced that is essentially out of place – it marks 
a narrow gap between two already existing campus 
structures and locates a slippage of the rearranged grid 
as an interstitial slice to organize the existing into a new 
alignment within this graft. This slippage sets the stage 
for all further development, and acts as are-organizing 
engine for the ground plane, the landscaping, and 
all other site displacements. As a result, the Wexner 
Center can be understood as a de-centering device that 
subversively manipulates the campus plan into a new, 

independent discourse; free of external value systems that 
would allow architecture to “play in the intersection of the 
meaning-free, the arbitrary and the timeless.” In this way, 
his project and in particular the Wexner Center is part of 
the long-standing effort to create a set of concepts from 
architecture’s interiority as opposed to a st of fictions 
to legitimize. If, in the end, all architectural ideas are 
fictions to a arrive at a set of architectural strategies, then 
Eisenman’s claim is understood as an attempt to displace 
the discipline’s clichés and woes into a new intellectual 
mode. 

gRId As tRope 

Eisenman’s manipulation of the modernist grid 
turns a rational and efficient ordering system into a 
linguistic, poly-semantic trope that engenders multiple, 
competing conceptual effects. The grid thus is a fictional 
‘archaeological text which comes from a subtle reading 
of a disjunction latent in the neoclassical campus 
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ninety degrees three times, spiraling downward. Unlike 
hesitation which is the result of traditional, frontal 
engagement with a building façade, here one finds 
that hesitation in a shifting atmosphere; from that of 
the dominant organization of institutionalized power 
to a misaligned incoherent puzzle of a building which 
suspends this dominance and creates new subjectivities 
and thus, new audiences. The galleries of the Wexner 
are far below the building-ground plane, exaggerating 
and prolonging this moment through the view into the 
“basement” from either of the entrance grid axes. As 
the user occupies the ‘basement’ level, the multiple grid 
structures from above serve to remove any awareness 
or perception of the site surrounding the Arts Center. 
Instead these grids establish a local movement that ‘mis-
frames’ the views to the above into a set of perceptions of 
the known.

the desIRe FoR the ugLy 

The speculative nature of the Wexner is best understood 
not as rebellion nor as a critique of existing, ossified 
standards of beauty, but as a conceptually separate 
foray into territory discovered through a fundamental 

unforeseen alignment with its own context. It effectively 
creates an armature rather than a center, which 
manipulates both the postmodern project of historic 
quotation and the neo-clasical campus plan as a set of 
hierarchical axes and vistas into something altogether 
foreign and unhomely. As R. E. Somol has noted, “strictly 
speaking, the Wexner Center has no identity.” The 
primary decision to start with an armory that is absent 
(and perhaps nearly forgotten by the university and its 
patrons) leads to a number of other vexing questions. 
The figure of the trace, or the ghost, as referred to by 
Mark Cousins, imbues a new kind of complexity, in 
which negation is not simple a symmetrical dialectic to 
presence, but in fact has its own potentials for existence 
and potency as a productive force.

sCAFFoLdIng/ LAndsCApe 

The site graft organizes the building not as a division 
between building and site but as a negotiation of territory 
between the two. This takes the form of landscape, 
scaffolding, and other spatial inversions that weaken 
the legitimacy of the figure/ground dialectic. Certain 
portions of the landscaping are sunken, torqued, raised 
or framed; each operation serves to disconnect the typical 
role of landscape from its servitude to the void between 
figures and thus position it as the imprecise edge that 
allows a viewer to locate the building as part of campus. 
By loosening the rigid boundary of ‘building’ versus 
‘site’ the Wexner Center validates a space of questioning 
and hesitation to the hegemony of the architectural 
image. It precisely resists settling into any discrete 
images; particularly those of solidity, exteriority and 
groundedness. Instead it suspends these instantiations 
of power and asks the viewer to confront the building as 
something to negotiate that cannot be known a priori.

By supplanting the prominence of the promenade 
architecturale and other direct circulation from street 
to building, the Wexner Center creates and exacerbates 
a moment of hesitation for the passerby. The process 
of entering the Wexner Center turns the occupant 
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strategy against the beautiful. Thus “the ugly object is 
existence itself, in so far as existence is the obstacle which 
stands in the way of desire.” The ugly object is a force 
in which the interior essence is somehow eluding the 
outside shell of representation that promises to contain 
it. This slippage or imbalance between the existence of an 
object and its representation constitutes a form of excess 
defined by its ability to dissolve the space between the 
subject and object. It cannot be a static figuration, but 
must operate through a constant re-working of the space 
between the two entities.  Ugliness occurs “the moment…
when the inside of the object bursts traumatically 
through the subject’s own phantasy of what makes up 
the inside.” Thus, Cousins recognizes that the only hope, 
psychoanalytically, against the ugly, is to destroy the 
object or to abandon the position of subject. 

Cousins also discusses the psychoanalytic account of the 
lost object where the economy of desire is intrinsically 
a question of representation: “All objects of desire 
are representations, since they are substitutions for 
something that is experienced as having been lost.” The 
lost object “can never be found because it is no longer an 
object, it is the condition of desire itself.” Can the once-
solid Armory be found by its atectonic misplacement in 
the Wexner Center? The building’s success seems to be 
the suspension of these questions, as a palimpsest turns 
into a riddle, then a hesitation, and finally a speculative 
container for the viewing of art. Furthermore, we must 
ask the question: if the current students aren’t aware 
of the old Armory, then what happens to the argument 
and performance of the Wexner Center’s dis-figuration 
and re-conceptualization of its fictional excavation? 
At this level, one begins to wonder if the Armory was 
simply a conceit to play a game, activate certain tropes, 
and subversively use postmodern discourse. As a 
hallucinogenic, the architecture reaches an uncertainty 
between building, landscape, memorial and other 
inverses of these categories (such as non-building, non-
landscape, non-memorial, etc.) 

Eisenman differs from Cousins when he elaborates 

rethinking of the relationship of architecture’s value 
structures and legitimizing forces. Mark Cousins’ series 
of essays on “The Ugly” address this possibility through 
a discussion of the psychoanalytic, latent desire for that 
which is aesthetically and viscerally disgusting, ugly, 
or horrific. He accounts for this obscene and obscure 
relation between the unconscious and ugliness as that of 
the unbearable pleasure of getting ‘dirty.’ In that sense, 
the Wexner Center is the stipulation and excitation of a 
set of desires; a desire to escape the campus, a desire to 
remove the distinction of student/ faculty, and a desire to 
create an immersive experience of art contemplation. 

Cousins argues that the ugly object comes from a 
different ontology than that of the beautiful; it is that 
which “belongs to the hell of error; it can never accede to 
the heaven of what is ideal and what is necessary. This 
philosophical drama, in which the forces of truth and of 
error wage war over the territory of art, determines the 
character of ugliness,’ (Cousins, 61). The ugly object is 
one that resists the whole at the cost of being too much 
of itself while testing and invading the limits of the 
beautiful. More importantly, Cousins discusses this lack 
of totality as part of the subject-object relationship, not 
as an attribute of the object itself. He goes on to describe 
the sublime subject as part of the moment of symmetrical 
proportionality between the object and subject. In 
opposition, the subject of the ugly can never entirely 
comprehend or contain the experience; it is always a 
matter of negotiating the edge of ugliness and the internal 
cohesion of the subject as a defense mechanism. Thus, the 
subject willingly resists the ugly by maintaining a distant 
relationship to it. In fact, there is no such correct place for 
the ugly; it is constituted much like dirt---matter which is 
out of place.

Eisenman’s own discussion of the uncertainty of the 
ugly focuses on the idea that a subject can no longer 
possess an ugly object, and thus experiences an anxiety 
from this impossibility. These relations remove the need 
for the object (or building) to look ugly or terrifying to 
be provocative, and instead empower a non-negation 
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1. the Main Protagonists here being r.e. soMol anD sarah Whiting, not to 
Mention John MCMorrough, eD MitChell, sCott Cohen anD a nuMber oF 
others. 

2. DisestablishMent has been theorizeD by JeFFrey KiPnis in relation to the 
WorK oF reM Koolhaas/oMa. see KiPnis, “reCent Koolhaas,” el Croquis 
79, (1998): 26-31. 

3. it is useFul to unDerstanD the graFt as ConCePtual teChnique as be-
ing DiFFerent FroM the larger ProJeCt oF Collage. eisenMan suCCessFully 
suggests that the graFt is essential to the ProJeCt oF interiority in that 
it Contains MotiVation For aCtion that begins a ProCess WhiCh relies on its 
internal struCtures. the graFt begins With the heterogeneously unstable, 
anD through a ProCess oF artiFiCial ConJunCtion extraCts a MotiVation 
uPon WhiCh the MoDiFiCation Can taKe PlaCe. as a result oF this DeViation, 
eisenMan inVents the Possibility oF the ‘artiFaCtual,’ a re-eValuation oF the 
artiFiCial anD FaCtual into a thirD Category that is about eluCiDating the 
unDerlying tension in an arbitrary ConJunCtion anD thus DisCoVering its 
internal MoVeMents anD MotiVations that alloW For PreCise inCisions. this 
is not a ProCess oF DestruCtion, but a ProCess oF re-situating an existing 
struCture to exPose PartiCular inherent attributes. 

not be. Eisenman’s recognition of this object and its 
relationship to the contextual formalism of the site, places 
architecture against the dominant forces, but aligns the 
project to the city and the site at a conceptual level. His 
technique of he graft is used to sublate the historical into 
a new distortion, but one that opens up the discussion of 
its meaning and criticizes the relationship to historicity. 
The sublation of the object that preserves a past no 
longer representable, and thus becomes a dis-simulation 
which liberates it from the bygone postmodern trend of 
quotation and imitation. The Wexner is simultaneously in 
the ‘wrong place’ and ‘out of place.’ These characteristics 
remove the architecture from traditional notions of 
beautiful. Eisenman activates these ideas in a manner 
that minimizes the awareness of the ugliness as an 
aesthetic phenomenon yet highlights its effects, both 
awkward and cunning. 

on this problem by suggesting that the ugly is already 
within the beautiful in architecture, and thus creates 
a doubling of fear. The potency of the beautiful is that 
it opposes the fear of the natural, and is doubled when 
that initial fear is added to the fear of something other 
than the beautiful. That is to say that the subject is 
constantly experiencing the containment of the previously 
opporessed category, such that the more complex 
understanding of the beautiful contains within itself the 
ugly. The Wexner Center is above all an architecture 
that resists settling into “building-ness,” and as a result, 
beguiles the expected efforts to understand it as such 
intellectually. Any effort to grasp its architectural effect 
is stunted prior to comprehension of the building. The 
building’s unique relationship to its site, one of violent 
interstitial circumstance, elevates the building from 
object to scaffolding. The ghost of the Armory that 
once stood becomes ‘ugly’ because, for Eisenman, it is 
something that is not there and should be, as opposed to 
the conventionally ugly object that is there, but should 
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tion. With great pride and hope for Rust Belt cities (many 
of us are from them), we have begun an initiative titled 
“Diamonds in the Rust,” which celebrates the beauty of 
Great Lakes’ post-industrial cities, but also champions in-
novative strategies that we are developing to address the 
admittedly vast set of issues facing the Rust Belt.

We are spending the 2011-2012 academic year collabo-
rating, exploring the challenges of Rust Belt cities, and 
developing proposals to address them. We will research 
planning strategies from around the region, nation, and 
world that address economic and community develop-
ment, quality of life, sustainability, and regional coopera-
tion, and will adapt them to specific issues of the Rust 
Belt.

The “Diamonds in the Rust” initiative spent Autumn 
quarter conducting research and has developed propos-
als that range from an economic development plan for 
Warren, Ohio to capitalize strategically on local shale, a 
downtown trial living program modelled after a program 
in Görlitz, Germany, a plan to attract immigrant popula-
tions to Cleveland as a means for neighborhood revital-
ization, and a branding plan for the Rust Belt influenced 
by the grit, history, and success of the area that showcases 
the young professionals who are making these cities their 
home and future. 

Winter and Spring quarters will be spent writing and de-
signing a single “Diamonds in the Rust” publication that 
contains each of our proposed solutions. We will also be 
taking a Spring Break trip to a number of Rust Belt cities 
and documenting these experiences with videos. These 
will be chronicled on a “Diamonds in the Rust” website 
we hope to have up by the end of February that will in-
clude blog posts, videos, and pictures. 

While many paint the Rust Belt with a broad brush of eco-
nomic disaster, there is much to be hopeful about. “Rust 
Belt” is a term, often used negatively, to refer to the Great 
Lakes mega-region’s older industrial cities, including cit-
ies such as Cleveland, Detroit, Youngstown, Cincinnati, 
along with cities as far from Columbus as Buffalo and St. 
Louis. These once powerful industrial cities have been 
hit hard by the decline of manufacturing and are known 
widely for population decline and disinvestment. Accord-
ing to the Brookings Institution’s report The Re-Emer-
gence of Concentrated Poverty: Metropolitan Trends of 
the 2000s, the Rust Belt has some of the nation’s worst 
concentrated poverty rates, which is telling not only 
about poverty but also unemployment, inequality, and an 
overall lack of opportunity. Toledo experienced the most 
significant increase in concentrated poverty of any metro-
politan area in the country, while both Detroit and Cleve-
land have concentrated poverty rates nearing 25%. 

Of course, the positive trends are less well-known. For 
example, Youngstown has been recognized as one of the 
best cities in the country to be an entrepreneur, St. Louis’ 
downtown is the fastest-growing residential neighbor-
hood in its region, and Pittsburgh is topping lists of most 
livable cities. In cities that have experienced such intense 
disinvestment, these accolades are not accidents but 
rather the result of successful risk-taking in policy mak-
ing. Consequently, a kind of “Rust Belt Chic” has begun to 
emerge; the term Rust Belt is becoming a badge of honor, 
signifying these cities’ grittiness and determination to 
survive. This attention can help the region capitalize on 
its assets if policymakers are willing to embrace it. 

These possibilities of Rust Belt cities have inspired thir-
teen City and Regional Planning graduate students from 
The Ohio State University to participate in its revitaliza-

Melissa Lindsjo and Liz Colombo

diamonds in thE rust
a crP rusT BELT sTudy
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Architecture, being the most mundane of all the arts, 
and the least technical of all the technical disciplines, 
has always occupied a kind of soft middle ground that 
precludes easy classification. Much has been written on 
this subject in the past, mostly by insecure practitioners 
and demagogues from academia. It is a more or less 
eternal argument that is certainly not appropriate to 
continue on the pages of such an avant-garde publication 
as One:Twelve. However, the skewed arguments and false 
dichotomies that appear so often in that debate seem to 
be quite relevant to a new question that is reverberating 
through the concrete confines of Knowlton Hall: is 
there progress in architecture? While the answer may 
seem obvious to many, the simple argument against the 
affirmative is momentarily compelling. It goes something 
like this: science is the embodiment of the modern notion 
of ‘progress.’ In science, it is crucial to be familiar with 
all of the most recent knowledge related to an issue or 
question. The study of science is primarily concerned 
with the present, unlike architecture, which ‘requires’ a 
high degree of familiarity with past theoretical positions 
and canonical examples of built work. In other words, 
an aspiring architect must study the Villa Rotunda with 
vigor, but does an aspiring brain surgeon pour over 
historical accounts of ancient Incan methods of brain 
surgery? How can such a backward-looking discipline 
possibly make a claim to progress?  This position relies 
on two assumptions that merit closer inspection. The first 
is the idea that historical knowledge is the main driver of 
sound architectural design, and the second is the notion 
that the issues being addressed by designers today are 
basically unchanged from ones grappled with centuries 
ago.

The very first class of an architecture student’s education 
is almost always some sort of architectural history or 

on InCAn bRAIn suRgeRy

Matthew Marano

out oF ContExt:
EOM in Culver City,
by Samuel Ludwig
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the time of Vitruvius. But to assert that these desires 
simply shift in their manifestations as design issues 
is a gross oversimplification.  De-materialization in 
architecture, which has made periodic appearances as 
a force in architecture history (most notably Gothic), 
has become a near- dominant trend since the Industrial 
Revolution. The advent of the Digital Age is causing a 
dramatic acceleration in that process, posing even more 
paradoxical questions for designers. How can physical 
forms be in any way cognizant of the digital world in 
which we live?  What meaning does ‘program’ really 
have in a time when ‘work’ can be accomplished from 
anywhere and ‘home’ is less and less about a single, 
fixed domicile? Questions like these truly stand outside 
of historical patterns. This doesn’t mean that strategies 
and lines of inquiry that have been used in the past are 
totally irrelevant in addressing them, but there can be no 
denying that they represent distinct changes.

Fortunately, most designers today recognize and respond 
(effectively or not so effectively) to change. The broad 
divergence in architectural forms that has occurred 
in the past 20 or so years is a prime indicator of this. 
Some observers, such as our own Jeff Kipnis, have noted 
that the current period of architectural expression will 
someday be seen as surpassing even the Renaissance 
in terms of innovation and change. Again, this does not 
mean that we should disengage with history entirely. 
We can acknowledge progress in architecture without 
jettisoning everything that informed our craft up until 
it was confronted by the design issues we are currently 
dealing with. We must remember that science also 
builds upon layers of accumulated knowledge. Do the 
researchers currently seeking out the Higgs Boson 
particle care about how Albert Einstein used his slide-
rule? Of course not. Einstein’s process that led to his 
special theory of relativity, on the other hand, is quite 
important to their work. The idea that there is no such 
thing as progress in architecture is therefore an incredibly 
foolish one, and should be discarded immediately.

architectural theory course (at the KSA, this is delayed 
slightly by the vaguely-titled ‘Outlines in Architecture’ 
sequence). The stated goal, of course, is to ground 
fertile young minds in a rich and worldly background 
of architecture as it has been practiced from the earliest 
civilizations up to the present. As with the study of 
history in any discipline, it is believed that looking to 
the past will result in more informed solutions and less 
repetition of mistakes. For the most part, the study of 
architectural history works well in this manner. Students 
are exposed to formal and spatial concepts that augment 
their design vocabulary and expose potential problems 
that can arise in the relationship between architecture 
and its users. However, there is a theoretical point at 
which the over-study and over-emphasis on history can 
stifle innovation and experimentation in design. The 
High Modernists were acutely aware of this. In contrast 
to the rote repetition of historical forms in earlier 
Beaux-Arts institutions, they started a trend away from 
history toward more direct engagement with ‘zeitgeist’ 
issues like heavy industry and mass-production. Did 
the acknowledgment of history vanish completely from 
their built work? Of course not. Even the most abridged 
survey of the work of Le Corbusier tells us as much.  What 
was important for Corb was never the direct symbolism 
or visual imprint of historical forms, but rather the 
reconstitution and reuse of effective architectural 
and spatial devices used by previous generations. The 
‘discovery’ of these devices alone would affirm the idea 
of progress in architecture, much less the continued 
reevaluation and reengagement that occurs when they are 
confronted with change.

Conveniently, the denial of change is the next crucial 
tenet of the belief that there is no progress in architecture. 
Rooted in the Structuralist philosophy that nearly 
every facet of human existence is essentially the 
same as it has always been, this part of the argument 
should strike people as being particularly ludicrous, 
and growing more so by the day. It is probably true 
that the desire for ‘utility, commodity, and delight’ 
in the buildings we inhabit remains unchanged since 
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of “ideas.” In which case, there can be no originality 
in architecture because all that will ever be created 
correlates to an ideal sitting in the platonic world of 
forms. But that argument could be considered outside the 
scope of this issue.

Given that there are only so many ways to divide space, 
the buildings of the past, present, and future are therefore 
innately comparable. Unlike science in which new 
discoveries can supersede old theories by proving them 
to be wrong, the ideas of the past in architecture stand 
on even footing with design in the present. Perhaps the 
program of a room can change to reflect contemporary 
activities, but the relationships of form in space simply 
cannot. No matter how technology evolves, humans 
will require places to eat, sit, sleep (less and less of 
that one…) and ways to move between those things. 
The incorporation of the digital world seems a natural 
and inevitable part of our interaction with the built 
environment, but it appears that the corporeal physicality 
of every person born from now until the sun explodes will 
remain existent in three-dimensional space—which will 
need to be designed.

Even though the number is finite, there are so many 
potential combinations of these elements that it would 
be extremely intelligent to use history as a means of 
analyzing them all. Out of the hundreds of thousands of 
structures built in the past 6,000 years, sheer numbers 
suggest that there have to be a few that hit some sort of 
compositional jackpot. Those would be the odd hundred 
or so in your history book.

And how could it be more valuable to create something 
in relative ignorance? It’s like reinventing the car with 
square wheels because no one told you about circles. 

on thE PlatoniC thEorY oF Forms, 
but not rEallY

Emma Silverblatt

There can be no progress in architecture. It’s simply a 
conflict of terms. For starters, it’s impossible to progress 
without a clear, linear trajectory to progress from, and 
if architectural history can be constructed in a million 
different ways, what constitutes progress, anyway? How 
is the skyscraper better than an indigenous person’s 
lean-to? There’s simply no standard. And this is why 
architecture, despite the technicality and precision 
required to produce a functional building, is not a 
science. No matter how scientifically and technologically 
advanced our methods become, it can never be a science. 
Architecture, unlike science, has no right answer.  

That said, architecture is even less like art. Though 
creativity and aesthetic sense are necessary to the 
development of a building, it will not make it stand. Or 
make it cost-effective. Architecture is extraordinarily 
limited by very practical considerations in a way that art 
would never accommodate. 

Simply put, architecture is the arrangement of built 
space. Despite all of the new form-creation techniques 
and material experimentation, the historical function 
of architecture is to cordon off space for the purposes 
of the user. The play of objects in light, or the necessity 
of utility, strength, and beauty seem to be qualifiers of 
that goal. To that end, there can only be a finite number 
of configurations, many of which have already been 
implemented in the past. Whether using walls and punch 
windows, or vacuum-formed, parametrically-devised 
packing peanuts, there are only so many ways to organize 
and partition space.

One could go further philosophically, by way of Plato’s 
Theory of Forms, to say that nothing on the planet can 
possibly be built that does not exist already in the world 
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substitute for spatial development. However, Architecture 
is not about any single material effect or surface. Though 
it is about interaction with the user, we cannot allow 
architecture to become passive interaction, to become 
analogous to the touch screen of an iPhone. Nor can 
architecture hide in an ivory tower with Peter Eisenman, 
intellectualizing itself until the armies of irrelevance 
engulf it.  

Architecture must find its way back to the people it 
serves. We need to defend the importance of the functions 
of architecture to protect our own positions in the future. 
The only way to do that is to build: not one-liners, 
not surface-deep engineering feats or art projects, but 
architecture that is so thoughtful, it noticeably benefits 
the people using it. I truly believe that a well-designed 
environment is possible. I believe design can improve 
lives and radically change social patterns. If the world 
were to lose an entire profession dedicated to the 
innovative consideration of such issues, well, that would 
be a devastating blow to society’s progress.

Point is, smart things that have happened in architecture 
need to be studied so they can be assessed, adapted, and 
redeployed. This is imperative now more than ever, as 
default spatial design comes closer and closer to the “big 
box with crap tacked onto it” ideal. 

Or maybe today, the stranglehold of economy has 
made the old functions of architecture impossible. 
Often in history, under wildly capricious and stupid-
rich individuals, architecture was afforded an extreme 
lavishness; one that might not ever exist on the same 
scale again. This is the true enemy of architecture 
today: the idea that it is expendable. If the value of good 
architecture as we know it becomes perceived as optional, 
or in other words, as decorative art, then potential clients 
will not see a reason to pay for it. And once it becomes 
formulated as a science in favor of the easiest, cheapest 
solution, it will no longer entail the creative arrangement 
of space. In this scenario, ironically, architecture can 
finally progress. Reduced to an efficacy test, the concept 
of perfection can exist, and progress towards that ideal 
can be measured and achieved. But engineers and 
machines can do that. So what will architects do?

It seems preferable for us that architecture remains a 
strangely fragile balance of science and art: entailing 
an almost genealogical intimacy with the past, and a 
creative, innovative outlook towards development. I guess 
in that sense, architecture as a field is a lot more like 
philosophy. For example, take Plato’s Theory of Forms. 
It doesn’t matter if you take it or leave it, but if you came 
up with your own theory, it certainly wouldn’t make his 
less relevant. And that doesn’t deter philosophers from 
continuing to think in new ways and building on pre-
existing theory.

For architects today, the most important thing is to 
continue thinking and demand that the rest of the 
profession do the same. The championed buildings of 
our time are uselessly figural, covered in worn tropes, 
and hiding a lack of close consideration. Technology has 
become dangerous, as it can serve as a seductive-looking 
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